theatre scene by attempting to make the theatre experience accessible to groups of people who have been historically marginalized by society, for audience members and actors alike. Furthermore, scholars such as Harlan Lane and Tobin Siebers have argued that the "Deaf world" identifies itself as a minority culture, thus producing a rhetorical and political intersection between Deaf studies and minority studies. By using non-traditional casting for what were once traditionally-casted shows, both the East West and Deaf West theatre companies have revised the source material that they choose to perform, challenging so-called norms and raising questions about socially constructed and performative identities.
While many scholars have studied these two theatres' productions individually, no research currently exists exploring both companies as functioning together within the larger, national theatre movement towards diversity. However, regardless of which company's production is being explored, scholarship has found that the shows, by creatively interrogating the very concept of "normal," establish counter narratives within the works themselves, effectively subverting existing social orders by way of race and physical faculty. This particular influence that both Deaf West and East West have demonstrates not only a strong association between the two groups but also how successfully both groups have brought new life to the theatre. Significantly, both companies also staged stark versions of the same show: the 1972 Tony-award winning musical Pippin, which tells the coming-of-age story of a young prince-East West in Stephanie Lim communities were-and still are-facing today. In addition, a study of these two versions of Pippin will provide an understanding of how musical adaptations intentionally disrupt and subvert current notions of national privilege and identity in the United States.
The Intersection of Deaf and Asian American Discourses
The discourse surrounding, and often times defining, both Deaf and Asian
American identities within the United States has produced a distinctive intersection between the two communities. Shaped by the social justice movements of the 1960s in the United States, both Deaf and Asian American studies have "challenged so-called neutral norms concerning the valuation of bodies marked by signs of difference" (Stanley et al. 75) ; after all, physical (dis)ability and racial difference have historically been markers of inferiority. In the years since, the nation has continually recognized the growing need to address the educational, social, and legal concerns of these historically marginalized communities.
The juncture between Deaf and racial minority identities has been of particular interest to scholars over the last few decades, since the Deaf community resists classifying deafness as a disease and instead categorizes itself as a cultural minority.
Specifically, many scholars have begun to note the parallel ways in which both Deaf and Asian American identities are socially constructed categories. Douglas Baynton observes that deafness is simultaneously a cultural construction and physical phenomenon marked by difference, much as racial groups are, and, including deafness within the academic context of disability studies, David Mitchell and Sharon Snyder consider "disability, like gender, sexuality, and race, as a constructed category," situating disability within multicultural studies (1). Most significantly, Kanta KochharLindgren specifically notes that "deaf theatre has more in common with multicultural theatres, those which seek to redress cultural inequities driven by efforts to suppress linguistic difference" (423), an intersection of performativity that is of particular interest here.
There is also a common theme of existence, or inexistence, for both Deaf and Asian American identities. Stanley et al. note that "the disabled body is often described
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American-ness" (77). Both the Deaf and Asian American communities have thus struggled with the perception that they are "less than" the normative American corporeal body or that they do not meet the standards of normative American identity. That is to say, Deaf identities or bodies, like Asian American identities and bodies, are considered "incomplete" by societal standards and in legal rhetoric.
That Deaf and Asian American identities are often recognized as not measuring up fully to normative identities demonstrates too a strong political intersection between the two minority communities, which have both faced issues of social injustice and inequity. Disability theorist Tobin Siebers observes that "the emerging field of disability studies defines disability not as an individual defect but as the product of social injustice, one that requires not the cure or elimination of the defective person but significant changes in the social and built environment" (3). Similarly, Cynthia Wu comments that "disability" is not used as a term to mean an impairment in function but that it demonstrates, rather, a clear demarcation between the "modes of embodiment and the social and material environment in which that embodiment occurs" (6-7)-that is, whether racial or physical, disability is not based on the ostensible ableness of the person but on the way that person is treated by the rest of society, a judgment made in relation to normative society. simultaneously; in the show, "we never really acknowledged that characters were deaf, because they weren't. We were living in a world where everybody knew sign language magically" (Buchwald) . That said, cast members besides the two Pippins were either fluent in ASL or learned it as part of the choreography, and a few characters besides Pippin, such as Pippin's father Charles, were also double-cast with deaf and hearing actors.
On Silence
The most striking element that this rendering generated is an overt focus on Pippin's search for his voice and identity, a quest that leads to his subsequent power and agency and also mirrors the challenges that the Deaf community still faces today.
Voice, identity, and power are also topics of debate in the realm of composition studies, and they can be applied to Deaf West's and East West's versions of Pippin as well.
While composition theorists like Walker Gibson believe there is no such thing as an authentic voice (but rather, that voice is a unique creation for any given rhetorical situation, much like performance) (3-4), Peter Elbow argues that voice is not only "the main source of power" but one's "only source of power" (6-7), and, as I argued earlier, that power can also be found in the "voice of silence." Elbow's particular argument can be readily applied to the character of Pippin in Deaf West's version, whose identity and power are found in his literal dual-identity, most specifically as it affects the ending of the show. In the first part of the original Broadway production's ending, the Leading Player and his troupe suggest that Pippin perform the ultimate finale, a "completely perfect act," and sacrifice himself, literally by way of jumping into a fire in order to solidify his existence as an extraordinary individual. Pippin eventually refuses, deciding that his ordinary life with his love Catherine is, in fact, more satisfying than the various pursuits-however exhilarating-he attempted, and he is subsequently stripped of his costumes, as the music stops and the stage is left bare. In Deaf West's production, Pippin resists the wishes of the troupe as usual, but instead of keeping the dual-identity They're this urban, metropolitan, cosmopolitan kind of generation" (Pincus-Roth).
Reflecting this complex challenge to traditional modes of identity, East West Players breaks away from prior notions of silence and disrupts the originally "silenced" identity and character of Asian Americans by embracing and subverting stereotypes at once.
The use of anime, typically understood as an "Asian" cultural artifact specifically derived from the Japanese culture, allows for a very visually surreal version of Pippin, embracing and challenging Asian American representations and stereotypes simultaneously. Anime, "a style of animation originating in Japan that is characterized by stark colorful graphics depicting vibrant characters in action-filled plots often with fantastic or futuristic themes" ("Anime"), is a lively medium "often used to tell complex, dark stories" ("Japan Finds Films"), and the entire East West Players production is told through this visual vehicle, with characters often "perched on platforms to evoke anime's unpredictable camera angles" (Pincus-Roth). Pincus-Roth observes that the choice to posit Pippin within the visual genre of anime is actually not surprising considering that "[a]nachronisms and young men on quests are frequent traits of anime," and Dang even instructed the cast "to mimic the cool, understated style of anime." Dang explains, "We thought that everything that we do onstage has to be dead serious, as if it's life or death.
. . . There's a lot less 'Ta da!'" (Pincus-Roth). Marcus Choi, who took on the role of East West's Leading Player, also notes how "War of Science," a song in which Pippin is taught the history and rules of war, specifically utilizes anime as a form of story-telling in an almost cartoonesque manner. Thus, in using anime as the medium through which to tell the story, East West Players' adaptation compels audiences to look beyond the normal limitations of a traditionally produced Pippin.
One such limitation that East West Players disrupts is that of gender; while
Pippin's grandmother, Berthe, is traditionally cast as an older female actress, East West
Players casts the role with an older male actor in drag. As a way of bringing light to the geisha stereotype-that is, the stereotype that posits Asian women as being submissive and passive-East West Players exploits the stereotype for its own benefit. Pippin's wise grandmother is a geisha, one "trained to entertain men with singing, conversation, etc." ("Geisha"), but "she" is also being played by a man, a creative choice which makes, in reality, a mockery of such stereotypes and at the same time creates a counter narrative or a new voice for Asian American men and women.
Finally, in their use of hip-hop music, East West Players may appear to be misappropriating music conventionally understood as African American. In actuality, however, by changing from pop to hip-hop, East West Players is attempting to foreground discourses of power and voice as they pertain to Asian American identity.
Cross-cultural studies have long been investigating the influence of African American hip-hop culture on the Asian American community, most specifically as a space of combatting previously prescribed notions of silence. Nitasha Sharma, a scholar who writes on both Asian American and African American cultures, views hip-hop "as a potential place of alliance" in a nation still faced with tremendous conflicting politics 336
Stephanie Lim (Roach) . Scott Crossley also notes that hip-hop as a genre was originally used to give a "voice" to those who were otherwise powerless and marginalized in society. East West Players thus appropriates hip-hop music in this fashion to symbolize Pippin's coming-ofage attitude and desire to break away from tradition. Such a view of hip-hop has also been reflected in contemporary sitcoms such as Fresh Off the Boat, in which the young protagonist remarks that "if you were an outsider, hip-hop was your anthem" ("Pilot"), and in Black-ish, in which characters joke that hip-hop is no longer a "black man's go-to" having been taken over by Asians ("Pilot"). Asian American rappers, in particular, have been charged with culturally-misappropriating hip-hop; however, numerous scholars have also posited hip-hop as a "social space" that "bears the potential to facilitate meaningful cross-racial exchange" (Woo ii), and Christina Lee's article on Fresh Off the Boat notes that "[h]ip-hop is black music, through and through, but it's also largely the only music that speaks directly to racial minorities, black and otherwise." Therefore, while it is true that hip-hop began as an African American identity marker, its positive objectives and influence have reached beyond its original cultural confines.
While the re-envisioning of the show's score entirely in the genre of hip-hop seems to acquiesce to the stereotype that Asians have simply (mis-)appropriated African American music, East West Players appropriates hip-hop music in their version as a way of symbolizing Pippin's coming-of-age attitude-Pippin is not just a young man on the search for an identity but, for East West Players, a young man on a search to become more than the identity others have assigned to him. Dang notes that the change from pop to hip-hop music was not an arbitrary decision: "Bob Fosse's choreography is very sexy; it deals with a lot of isolation of body parts-lots of shoulders, lots of hips, lots of knees and all that. I see that correlation in hip-hop" (Pincus-Roth). Dang's use of hip-hop, then, is not necessarily tied to the ideology of race but to the visual language of dance. Hip-hop allows for East West Players' Pippin to metaphorically find an identity, different from the one generated by the traditional production with its 1970s pop score. In fact, Asian Americans in the production are seen as taking on a new voice-something that thus frees Pippin from the older generation's antiquated ways of thinking.
Confronting Social Issues & Ideology In Pippin: The Generation Gap(s)
From a King's "second-reign" begins with him cheerfully yelling "denied!" to all of the nobles and peasants. This reversal of Charles's death seems at first contradictory to both the Deaf and Asian American ideologies expressed up until now. However, in both Deaf West's and East West's adaptations, the return of Charles seems to reflect the reality of their world as is; that is to say, Pippin is brought back to the world in which he lives in, where normative authority is still in power. For Pippin, the return of the King also illustrates that one is never truly free of the past and that characters-Deaf, Asian American, and otherwise-continue to be haunted by their lineages and histories. comments that "deaf people see themselves an odd fit in disability studies" (508) and, in fact, many Deaf individuals resist the "disability" label altogether. However, I draw from the academic discourses of both Deaf and disability studies, for like Padden, I believe that the convergence of these two studies-both which emphasize the social construction of identity--can be helpful, as long as we respect the distinctive histories of each community. Like Harlan Lane, I regard the Deaf individual as "a member of a linguistic and cultural minority with distinctive mores, attitudes, and values" ("Do Deaf
Concluding Thoughts
People" 368).
2. The uppercase "Deaf" is consciously and conscientiously used, based upon American Sign Language specialist Douglas Baynton's elucidation that there is a "common practice of using the lowercase deaf when referring to the audiological condition, and the uppercase Deaf when referring to the Deaf community and its members" (12).
